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INTRODUCTION 
The history of English music, considered as a whole, 
presents a picture with many peculiar traits such as are 
not encountered in the musical history of the Continental 
nations. Most striking is the fact that the evolution of 
English music, "instead of moving in extended and organic 
curves of growth and decline, follows a rather irregular 
and somewhat eruptive line of evolution, involving short 
periods of extraordinary flowering between centuries of 
low ebb and almost complete stagnation."1 
Before elaborating on the compositional techniques of 
Henry PUrcell it will serve well to trace briefly the Eng-
lish musical productivity that preceeded and immediately 
followed him. 
During the fourteenth century English music, known to 
us chiefly through some fragmentary manuscripts from wor-
cester, employed a simple conductus style2 which is strik-
ingly backward in comparison with the highly developed 
rhythmic and melodic resources of contemporary French and 
Italian music, but which is important, due to the extended 
Willi Apel, Harvard Dictionar~ of Music,(Cambridge, Mass; 
Harvard University Press, 195 ), p. 240-241. 
2 
Ibid, "Conductus," p. 179 
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use of progressions in sixth chords, called English discant. 
English composers of the early fifteenth century are be-
lieved to have belonged to two schools, an insular school of 
conservative trends, and a Continental school of progressive 
tendencies. Of the latter group John Dunstable (c. 1370-1434} 
stands out as a composer of high artistic significance. Un-
fortunately, Dunstable had no immediate English successors 
wor~y of his rank. 
A new trend in English music, leading from the sacred 
to the secular, became discernible in the compositions of 
Robert Fayrfax (d. 1521}, William Cornyshe (e. 1465-1523), 
and their royal patron, King Henry VIII. They wrote secu-
lar part-songs to English or French texts, frequently of a 
humorous or even satirical nature. Fayrfax is also noted for 
his activity in the field of the motet, little cultivated 
by his predecessors, in which he was followed by the early 
Tudor composers John Taverner (1495-1545}, Christopher Tye 
(1500-1572} and Thomas Tallis (1505-1585). 
Tye and Tallis were the f irst to contribute to the 
ehureh music of the Reformation, in their anthems and Ser-
vices. The Elizabethean era had a number of great composers 
who added to its glory. Tallis' pupil, William Byrd (1543-
1623) and the English madrigalists, Thomas Morley, Orlando 
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Gibbons, John Wilbye, and Thomas Weelkes were the most note-
worthy musicians of that age. The sixteenth century also 
saw the flowering of English keyboard music. After the strik-
ingl-y advanced "Hornepype" of Hugh Aston (c. 1480-1.522) there 
followed a large repertory of liturgical organ music as re-
presented, for example, in the Mulliner Book. This repertory, 
in turn, was followed by that of the Virginalist School. The 
most important virginalist composers were William Byrd, Thomas 
Morley, John Bull, Thomas Weelkes, Thomas Tomkins, and Orlando 
Gibbons. Although Byrd s·eems to have been the first to cul-
tivate the virginal intensively, he represents an artistic 
peak which dwarfs all the other virginalists except the last, 
Gibbons. John Bull's importance lies mainly in his virtuoso-
like exploitation of the technical means of the instrument 
(rapid passages, scales in parallel thirds, broken chord fi-
gures, etc.). 
The repertory of the virginalist composers is made up 
of dances (mainly pavanes and galliards), variations, pre-
ludes, fantasias, liturgical pieces (organ hymns), and trans-
criptions of sacred and secular music. 
English Renaissance music, both vocal and instrumental, 
probably reached its greatest refinement in Orlando Gibbons 
(1.583-1625) and in the lutemist and song writer John Dow-
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land (1563-1626) who is the most outstanding among many others 
active in the field of lute songs. The late sixteenth century 
also saw the rise of English chamber music. 
Almost all the composers of the Elizabethean era died 
around 1625. In an almost tragic manner the development of 
English vocal and keyboard music came to an end, and only in 
the field of chamber music was it carried on, though in a 
somewhat conservative manner, by composers suCh as John Jen-
kins (1592-1687), Henry Lawes (1595-1662), and Matthew Locke 
(1630-1667). Roger North, in his account of English musical 
life in the seventeenth century, says that Locke's consorts 
were "the last of the kind that have been made. nl Actually, 
around the middle of the seventeenth century the nature of 
English music ~hanged considerably, due to the influenc~ of 
the French and, somewhat later, Italian elements. This 
Change is apparent in John Blow (1648-1708), whose anthems 
and Services, influenced by the Italian aria,style show 
facility rather than creative imagination, and whose main 
importance lies in the fact that he established the basis 
upon which his pupil, Henry Purcell, created his great 
works. 
Roger North, Memoires of Musick, (London; G. Bell, 1846), 
p.27 
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English Baroque music re~ched its peak in Handel (1685-
1759}~ Bach's contemporary and compatriot~ who spent prac-
tically all his creative career in England~ and whose late 
oratorios and organ concertos are the fUll embodiment or the 
spirit or English music~ while his operas incline more towards 
the Italian tradition. 
CHRONOLOGY OF THE WORKS OF HENRY PURCELL 
1667 Three-part song "Sweet Tyraness," published. 
1669 "An Address to the King." 
1676 Music for (1) "Epsom Wells;" (2} "Aurenge-Zebe;" (3} 
"The Libertine." 
1677 An elegy on the death of Matthew Locke; also the music 
for "Abdelazor." 
X 
1678 "Sweet Tyraness," newly arranged, republished; incidental 
music for "Timon of Athens." 
1680 Music for (1) "The virtous Wife; 11 ( 2) "Theodesius;" also 
two odes, "A Welcome song for his Royal Highness's re-
turn from Scotland," and "A song to welcome His Majesty 
home from Windsor." 
1681 An ode for the king, "Swifter Isis, swifter flow." 
1682 An ode for the king, "On his return from Newmarket;" 
also music for "The Lord Mayor's Show." 
1683 Sonatas of III Parts published; three odes for the Fes-
tival of st. Cecilia; also a welcome song for the king, 
"Fly, Bold Rebellion;" an ode "From hardy climes," for 
Prince George of Denmark, on his marriage with the 
Princess Anne. 
1684 Published a "St. Cecilia's Ode;" an ode to welcome the 
king, "On his return to 1rlhitehall after his summer's 
progress. 
xi 
168.5 Two anthems for the coronation of James II; "I was glad," 
and "My heart is inditing." An ode, "Why are all the 
muses mute?," in honor of the king. Also incidental 
music for "Circe." 
1686 Music for "Lilliburlero;" also the music for "Tyrannic 
Love." An ode for the king, "Ye tuneful muses. 11 
1687 An elegy on the death of John Playford, the younger, and 
an ode for the king, "Sound the trumpet, beat the drum." 
1688 A thanksgiving anthem for the queen's pregnancy, "Bles-
sed are they that fear the Lord;" also the music for 
"A Fool •s Preferment," an ode "For the King," and the 
anthem "The Lord is King." 
1689 "Dido and Aeneas," an ode "At the Prince of Dernnark' s 
coming home," and "The Yorkshird Feast Song." 
1690 An ode, "Arise my muse," for the quean's birthday, and 
another, "Sound the trumpet," for King William. Also 
music for (1} ''The Tempest;" (2) "Dioclesian;" (3) "Mas-
sacre of Paris; 11 (4} "Amphi tryon." 
1691 Music for (1) "Distressed InnOcence;" (2) "King Arthur; 11 
(3) "The Gordian knot untyed;" {4) "Sir Anthony Love;" 
also the ode, "Welcome, glorious morn," for the quean's 
birthday, 
1692 The music for (1} "The Fairy Queen;" "Some select songs" 
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from it were published; (2) "The Wife's Excuse;" (3) 
"The Indian Queen;" (4) "The Indian Emperor;" (5) "Oedi-
pus;" ( 6) 11 Cleomenes;" (7) "The Marriage-Hater Match' d;" 
also an ode, "Love's goddess sure was blind," for the 
queen' s birthday, and an ode, "Hail, great Cecilia, 11 
for the anniversary of st. cecilia. 
1693 A comrnoration ode, "Great parent, hail," for the Trinity 
College, Dublin, and music for (1) "The Old Bachelor;" 
(2) "The Richmond Heiress;" (3) "The Maid's Last Prayer;" 
(4) "Henry the second;" also an ode, "Celebrate this 
festival," for the queen•s birthday. 
1694 Music for the first and second parts of "Don QUixtone;" 
also (1) "The Married Beau;" (2) "The Double Dealer;" 
(3) "The Fatal Marriage; 11 (4) "Love Triumphant;" also 
the Te Dewn and Jubilate in D for the fes t ival of st. 
cecilia, and an ode, "Come, ye sons of art," for the 
queen's birthday. Edited Introduction to the Skill of 
Musick for John Playford. 
1695 Anthems for the funeral of QUeen Mary, "Bles s ed is the 
man," and "Thou knowest, Lord;" two Latin eleg ies for 
the queen; a birthday ode, ''Who can from joy refrain?" 
for the DJ.ke of Gloucester. Music for (1) "The Canter-
bury Guests;" (2) "The Mock Marriage;" (3) "The Rival 
Sisters; 11 ( 4) "oroonoko; " ( 5 ) "The Knight of Malta; " 
(6) "Bonduca;" (7} ·rThe third part of "Don Quixote." 
xiii 
IMPORTANT DATES IN THE LI FE OF HENRY PURCELL 
1659 Henry Purcell born. 
xiv 
1661 Charles II crm-1ned. Thomas Purcell, the father, and 
Henry Purcell, the uncle, attend the coromation as Gent-
lemen of the Chapel Royal. 
1663 Purcell's uncle appointed a member of the Royal Ban d. 
1664 The uncle died. Purcell entered the Chapel Royal under 
Captain Cooke. 
1672 Purcell's master, Captain Cooke, died; succeeded by 
Pelham Humfrey. 
1674 Humfrey died, succeeded by Dr. John Blow. 
1676 Purcell appointed copyist at Westminster Abbey. 
1678 Resigned the appointment of copyist at Westminster Abbey. 
1680 Appointed organist at Westminster Abbey. 
1682 Appointed organist of the Chapel Royal. His father died; 
a son, John Baptista, born and died. 
1683 Appointed "Composer in Ordinary" to the king. 
1684 Performed on the new organ erected by Father Smith in 
the Temple Church. 
1686 His brother and pupil, Daniel, appointed organist of 
Magdelen College, Oxford. 
1687 Purcell's son, Henry, born and died. 
1688 A daughter, Frances, born. 
1689 11/illiam and Mary crowned in Westminster Abbey. Purcell 
XV 
threatened, by Dean and Chapter of Westminster, with sus-
pension. A son, Edward, born. 
1695 Purcell died November 21; buried in Westminster Abbey, 
November 26. 
CHAPTER I 
FORM 
Purcell•·s music shows the influences of three national 
styles - the French, Italian and English. French influence 
1 
appears principally in Purcell's orchestral music- in the 
overtures to anthems, odes and plays, where the so-called 
Lullian model is generally followed - and in several of his 
dance movements, which reproduce the elegant gaiety of the 
French "ballet de cour." But the dominant foreign influence 
in his work, and particularly in his vocal music,was Italian. 
His melodic lines often took on characteristics of the Italian 
style, and his Sonatas in III and IV Parts are, by Purcell's 
own admission, in the Italian style. In spite of these in-
fluences however, he remained a true English composer, as is 
seen in his use of bold harmonies, "unresolved" dissonance, 
and massive contrapuntal pass~ges. 
As stated before, in Purcell's overtures we find an ob-
vious French influence. Lully conceived his overtures as an 
introduction to what was to follow. It began almo~ invari-
ably with a broad and massive slow movement, followed by a 
quick, energetic section in a loosely fugal style. Purcell's 
overtures were not used merely as introductions, but were in-
corporated in part or whole into the rest of a ~'~fork. However, 
he did make e~ensive use of the fast-slow scheme, as his 
overture to "King Arthur" (second music) shows. 
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In Purcell's early church 1-rorks, instrumental accompani-
ment, except for the organ, was still lacking, but it became 
the rule in later compositions. Many or these were intro-
duced by purely instrumental sections and took the form of the 
French overture. The material of these sections was sometimes 
used as ritornello between the verses. 
Lully's influence on the music of Purcell may also be 
seen in the treatment of the chaconne. As with Lully, Pur-
cell handled it with considerabl freedom as a variation of 
a rhythmic pattern rather than as a strict ground bass. 
It was usually in a slow and stately ~hythm, with the 
char~cteristie pattern: ~ J .\. -~ . \ .J J-{. There are very 
few examples of the chaconne of English composition to be 
found. Purcell was one of the few to make use of it, and 
this form did not, generally speaking, attain very great 
favor in England. 
The French Lutenist school, which rose to fame with 
Jacques and Denis Gaultier, the latter being more noteworthy 
(c. 1600-1672), had its influence on English music, and 
thus on the music of Henry Purcell. The lutenists as well 
as the elavecinists developed idioms that became models· f or 
the rest o f Eu~ope. 
True to the French tradition, J. Gaultier gathered into 
:8 
his lute collections mainly dances, but dances in highly 
stylized form. They were arranged in groups or suites with 
no rigidly established order. Only the allemande, courante, 
and saraband formed the kernel of the suite, the gigue at 
this time being an optio~l movement. They were cycles of 
three or four movements, sometimes unified by variation, in 
which no dance of the same type occured more than once. To 
the French the suite was an anthology rather than a strict 
sequence of dances, and so it was with Purcell also. This 
can be seen in the fact that the basic movements were freely 
interspersed with other dances (pavanne, chaconne, gigue). 
The Allemande, as its name indicates, probably origina-
ted in Germany (almain) and came to England via France. It 
first appeared in moderate duple time around 1550. The dance 
steps were simple, as is shown by the following description 
by Thomas Morley. "The Almain is a more heavie daunce than 
this (i.e. the galliarde), fitlie representing the nature of 
the people whose name it carieth, ~o that no extraordinary 
motions are used in dauncing of it. irl .The allemande was fre-
quently followed by a jumping dance in triple meter, called 
tripla, proportz, or, in the seventeenth century, by the 
Thomas Morley, A Plaine and Easie Introduction to Practicall 
lJiusicke, (London; Reprint by Humfrey Milford, Oxford Univer-
sity Press, 1937), p. 181. 
courante. In the seventeenth century the allemande ceased 
to be actually danced and became a stylized dance type which 
was regularly used as the first movement of the suite. There 
allemandes are often in very moderate 4-4 time with a short 
upbeat, and frequently make use of short running figures which 
pass through the various voices in a pseudo-contrapuntal man-
ner. The following allemande by Purcell illustrates how 
closely he conformed to these features. It is labeled "Al-
mand," and is from the first keyboard Suite in G major • 
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The French lutenists were more partial to the courante 
than were the composers of any other country. Purcell, how-
ever, often followed their example as is seen in his frequent 
use of syncopation, a true French characteristic. 1~ri tten in 
6-4 and 3-2 time, it favored hemiola rhythms, subtle synco-
pations, and intricate melodic patterns, all of which made 
a comparatively slow tempo necessary, without which the subt-
leties would pass unnoticed. The follo"'ring example is from 
the Keyboard Suite II in G minor. 
1\ )... I ., ..ru 0 t\ I .I J T,..., ~ ~ ,..,._ \P 
lv T • p 
' ... ~ ~ ~ J t "/~Jo #J _J ! .d J j 1 d !.~ I 
. 
---~ ~ -
"--"-- - - - ---
1\ ~ I 1-. -, I "'f > - --:;. 
-7• - ~ ~ 
! . U I I #J J ..J t I ~o I .d J .J J I 0 .. - - ~ .. , 
"-'I I ""T--r 
fl t\ I 1\] J ]. 
"' 
-
- ... , .. \;:0 
0 0 
jU 7------i: II ==-------
lliJ ~ i ~ ~~ l> .J .J.. ! .J ! J d ~J J 
: : 
- -I 
1\ ..... , 1.,., \ ,o \~ \~ 
_ ...... 
~ ,. . 
........ ~ \.? ... 
u ~ 
l J ll ,; I J .d-----d. l. J--
r I I 
ji 
I 
I 
j 
i 
IJ. u ..... ~ ... - '"" -
= 
-
-
: 
I) --..... ... I'' i~.r ~= 
-J J ~ J",J ) J-- I';~ .J .J J .,.. .. I 
-
t - - 1"'- I I _ .. _ 
The saraband was a · dance-for.m of great importance. Ori-
ginally a slow and dignified dance, the saraband was quickly 
relieved of its solemn characteristics when it came to Eng-
land. Charles II was p articularly fond of the saraband and 
it was consequently much used at his court. But the tendency 
1rras to make it a lighter dance than it had been on the Conti-
nent, and it was this tendency tha t made it the popular form 
it became. It was therefore not suprising to find all the 
composers of that reign busily engaged in creating new music 
for this dance. 
Reputedly originat ing in Spain in the Middle Ages, the 
saraband was a form initially possessing strong Spanish 
characteristics with more than a tinge of orientalism. At 
the end of the sixteenth ' century it passed over into France. 
Becoming popular at a time when dances like the pavanne were 
in h i gh favor, the s ar aband wa s used in exceedingly grave 
12 
and stately manner. It was in triple meter, and consisted of 
two eight-measure sections, repeated; its rhythm, like that of 
the chaconne, was usually 4 J ~. Jl- \ J .l. J . -The following sa-
raband is from the second keyboard suite in G minor. 
SARABAND. Adagio .(J = 12l 
\ II I \<="-
"""" --
~ 
-
- . 
I 
""iT I I ~ 
-p 
~- r-.J -~ J J J. ;J J .""""'! . f I 
-
. 
I 
( II 
-.- .. fL' 
- '""' - : 
-
L--11 ...... -~ T t) 
---
,..., 
h 111" I 
. ..... - . 
-
...... --.. y j - 1 
II I 
-
.. 
~- -~ -~· .. .-?, ~ 
I + 
---tJ I 
-
l,......ooo=l 
< 
p 
~.J -+;~Q~~ t _J L ~ ~J ~· 8 - .. - :-====F ~-
Purcell's chamber music for strings can be clas sed into 
~n archaic and modern group, depending on the absence or pre-
sence of the continuo. To the first group, obviously influ-
enced by the earlier native English heritage, belong the Fan-
tasias for from three to seven parts, and the Chaconny in g. 
These works show that Purcell at the age of twenty-one had 
already mastered the polyphonic art of the fancy for viols. 
They are the last example of their kind and include even the 
"In Nomine," by now almost extinct. Unlike those madrigals 
which for convenience were published as "apt for viols and 
voices," the fantasia, or "fancy," was purely instrumental 
music, even though in origin it may have been associated with 
the old vocal polyphony. A simple thematic fragment would be 
developed by means of all the devices known to the contrapun-
t&lists of the time. Canon, augmentation, diminution, inver-
sion were employed in ingenious combination; and when the 
possibilities of the first theme had been exhausted, a second 
would take i:~ ts place. Purcell carried the sectional fancy 
of Jenkins to its point of perfection with sudden "drags" 
(i.e. sudden retardations) and other contrasts of tempo, and 
a restless harmony, distinguished by the boldest and most 
radical utilization of the English idiom. The following 
fantasis shows how Purcell made use of these techniques, and 
the form as a whole. 
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The two sets of trio sonatas for violins (1683 and 1697) 
form the second and modern group. In these Purcell turns 
from the traditional techniques of the viol consort to the 
new concerted style that had grown up in Italy. This style 
is both polyphonic and harmonic; the string parts indulge 
in imitation and fugue, while the keyboard instrument - or-
gan or harpsichord - supplies the chordal background. This 
new polyphony was constantly cultivated by composers through-
out the latter half of the seventeenth century. Purcell's 
first set is entitled "Sonatas of III Parts," the second, 
"Sonatas of IV Parts." Despite the difference in nomencla-
ture there is no difference whatever in the forces employed 
in the two sets. Both sets have string parts for two violins 
and bass, and both were issued with figured-bass parts for 
the accompaniment. Either set might equally well be called 
"Sonatas in III Parts" or "Sonatas in IV Parts." In the 
first set, for instance, the string bass part is by no means 
identical with the figured-bass throughout, and in the "largo" 
of the fifth sonata a whole section is in four parts, the 
lowest being provided by the continuo. In his preface Pur-
cell explains that he had not originally intended to have the 
figured bass engraved. 
Earlier in the preface Purcell claims that he has "faith-
16 
fully endeavourtd a just imitation ot the most fam 1 d Italian 
Masters; principally, to bring the seriousness and gravity 
of that sort of Musick into vogue, and reputation amongr.. ou:b 
Country-men, whose humor, •tis now time should begin to loath 
the levity and balladry of our neighbors."1 (i.e. the French) 
There were two types of sonata' in the seventeenth cen-
tury: the sonata da chiesa (church sonata), and the sonata 
da camera (chamber sonata). The first, as its name implies, 
was supposed to be more severe in style, though naturally it 
could not remain immune to secular influences, and soon be-
came a purely secular form in itself. The second type of 
sonata consisted of a succession of drunce movements, which 
were theoretically excluded from the church sonata, though 
dance rhythms were not infrequently found there. The typi-
cal examples of both forms are to be found in the work of 
Pureell •s Italian contemporary, Arcangelo Carelli. 
Purcell's sonatas belong to the first type; the largo 
movements, like Corelli•s, sometimes recall the rhythm of 
the saraband, but they are not specifically dance movements. 
As standardized in Italy, the sonata da chiesa had four 
movements, arranged in two contrasted pairs: a slow intro-
duction, an allegro, a largo, and a brisk finale. This 
scheme, however, was not exclusively followed and was freely 
Preface, Sonatas of III Parts, ed.J.A. Fuller Maitland; 
(London; Novello, Ewer and co., 1893). 
17 
modified by the imagination of the composer. Purcell's 
sonatas show a great variety of structure. The first sonata 
of the first set, for example, has a fifth movement - a largo 
in saraband rhythm - after the normal four; in the fifth so-
nata of the same set, three slow movements are placed between 
two quick ones, and so on. On exceptional sonata - the sixth 
of the second set - is in one movement, and is an extemded 
chaconne. Following the score of this sonata is an example 
of the "normal" sonata structure. 
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What distinguishes Purcell from the Italian sonata com-
posers are such features as the length of the single movements, 
the use of contrasting motives, the English harmonic idiom 
with its emphasis on dissonance, and the absence of thematic 
relationships between the movements. PUrcell gained consid-
erable length by adroitly postponing cadences with suspensiom 
and sequential devices. The church sonata appears at times 
also in the guise of orchestral overtures; the symphonw to 
the second act of the "Indian QUeen" is a church sonata de-
signed on a large orchestral scale • 
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The Anthem is essentially an English production. It 
has been in use since the early part of the sixteenth century, 
considerable impetus having been given to it during the reign 
of QUeen Elizabethi, when it came to be a recognized part of 
the Church service. In its modern acceptance the word "anthem" 
is simply used to express the musical setting of some portion 
of Scripture for use during the service. Anthems are desig-
nated "full," "verse," or "solo," the f'irst consisting of a 
chorus throughout, the second containing trios or quartets, 
and the third for solo voices, each of the last two invariably 
ending with a chorus. 
0 Most of Purcell's anthems must be classed as verse an-
thems. In his relatively few full anthems, the composer ex-
perimented with the traditional motet and ventured into settings 
for five, six and even eight real parts without resorting to 
the device of double chorus. He was grappling with contrapun-
tal technique, and in the thick spacing of voices he resusci-
tated the rich sonorities of the polyphonic era. However, 
Purcell vigorously transformed rather that revived the Eliza-
bethean tradition. The difference between the early and Res-
toration aotet lay above all in the character of the themes. 
Purcell's declamatory themes no longer had the abstract con-
tinuity of Byrd's motives. Though Purcell tried at times to 
~-
' -
recapture the even rlow of themes, typical of the Elizabethean 
era, the attempt was contradicted by the unorthodox shape of 
the melody. Polyphonic devices abound in the full anthems, 
but the imitation are often so closely spaced that they appeal 
to the eye rather than the ear. 
The emphasis of Purcell's church music lies however, in 
his verse anthems. The string sections, as stated earlier, 
appeared in the form of the French overture. Instrumental 
sections often anticipated or repeated the melodic material of 
the choral sections. The fast section of the French overture, 
usually in triple time, likewise employed material or the sub-
sequent chorus, quite in contrast with Lully to whom the over-
ture remained an independent introduction. The participation 
of the instruments ranges from mere duplications in the heavy 
choral sections to a completely independent concertata, lin-
ked by imitation to the voices. In the solo verses, melody 
instruments enter only for special effects, either singly in 
the form of a solo obligato or even jointly in the manner of 
an accompanied operatic recitative. 
The chorus sections of the verse anthems differed from 
the other sections for two or more voices by a simpler, less 
exacting melodic line. There are also many indications in 
Purcell's choruses that his imagination was stimulated greatly 
by the possibilities inherent in the choral medium and the 
sonorities it suggested. The celebrated "Te Deum and Jubi-
late 11 (1694) gives full vent to the display of choral sono-
& ~ 
,3 
rities and many of its striking dissonances can be explained 
as by-products of idiomatic choral scoring. The anthem "O 
Sing unto the Lord" (1688), is noteworthy for a verse on a 
slightly varied ground bass, the use of which was comparatively 
rare in Purcell's anthems. 
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The odes and welcome songs, written for courtly occa-
sions or for the patron saint of music, st. Cecilia, show 
traces of routine and haste. The odes can be described as 
"cantatas for chorus, soloists, and a string orchestra, fre-
quently reinforced by trumpets, recorders, and oboes.n1 The 
solos are designated as "verses," a term that implies close 
relationship to the anthem. 
In a discussion of Purcell's dramatic music "Dido and 
Aeneas" comes first not only because of its chronology, but 
primarily because it is the only real opera by the composer. 
The chorus in "Dido and Aeneas" cormnents on and parti-
cipates in the action in the manner of a ~reek tragedy. This 
significant emphasis on choral drama proves how strongly the 
imagination of Purcell was conditioned by the choral traditions 
of the masque. The arias and recitatives are clearly in the 
Italian manner. Most of the solos and duets are continuo 
arias without further accompaniment, except Dido's "Farewell" 
and "Pursue Thy conquest Love." The latter form differs f'rom 
the others by its brief da capo form. 
The strings come in for emphasis at the end of the three 
arias on ground basses, the last of which is Dido's "Lament," 
Manfred Bukofzer, Music in the ·Baroque Era, (New York; W.W. 
Norton and Co., 1947), i5J • 210. 
nWhen I am laid in earth." The disregard of the melody for 
the periodic returns of the ground bass and the shifting of 
phrase structure bespeak his mastery. Neither the bass of 
the "Lament" nor the as-ymmetrical structure of the voice 
part were original with Purcell, however. He used similar 
basses on several other occasions also, as, for example, in 
the "Fairy QUeen" and the st. Cecilia's Ode of 1692. In each 
of the scenes tonal unity prevails as strictly as in the odes. 
At first glance the third scene seems to deviate from the rule, 
but its instrumental introduction "must properly be repeated 
at the end of the dance of the witches that the libretto pre-
scribes.111 This repetition restores the tonal unity. 
In 1690 Purcell wrote the music for Shadwell's "The Tem-
pest," "The Massacre of Paris," Dryden's ".Amphitryon," and an 
adaption by Betterton of Beaumont and Fletcher's "Dioclesian." 
The music for this last is on so extensive a scale that it 
amounts to an opera. It contains a very large amount of in-
strumental music, an extensive overture, dance-tunes, and in-
terludes. 
The next l ear, 1691, sj:i!f. the production of "King Arthur, 11 
which was the most important work Purcell wrote for the stage. 
Manfred Bukofzer, Music in the Baroque Era, p. 212. 
Unfortunately no complete copy has survived, and a few move-
ments appear to be missing; but what remains makes a work of 
considerable proportions. Though this work is often spoken 
of as an opera, it is rather a play copiously supplied with 
incidental music. The dialogue is not set, and the essential 
parts of the action would not be greatly affected if all the 
musical portions 1-1ere left out. 
One significant characteristic of Baroque music, taken 
as a whole, is the importance of the bass. It gradually be-
came a part not only conceived melodically, but also the 
backbone, harmonically, of the "basso continuo" music that 
was so important and so prevelant in the century and a half 
culminating in the monumental work of J.S. Bach. The Renais-
sance bass, generally speaking, was merely the lowest voice, 
equal in character to any of the other polyphonic parts. 
After the Baroque, the bass virtually loses its melodic cha-
racter and henceforth is confined to a purely harmonic fUnction. 
During the seventeenth century a very important musical fea-
ture was the "ground bass." The Harvard Dictionary of Music 
defines "ground'' as follows: "A short melodic phrase {nor-
mally from four to eight measures) which is repeated over and 
over again as a bass line, with varying superstructures (me-
lodies, harmonies) added each time in the upper parts. The 
resulting compos i tion is also called 'ground'· :· The ground 
belongs to the general category of 'continuous variations' 
within which it properly applies to those examples which have 
a clearly distinguished bass motive. Thus, many passacaglias 
and chaconnes are grounds, and there would be little objection 
in extending this denomination to those (compositions) which 
have the motive occasionally transfered to an inner or upper 
part. 111 Thus we have the term "ground" defined as both a 
form and a compositional technique. FOr present purposes it 
shall be considered a for.m; later as a device or technique of 
composition. 
The ground, a term apparently used by the Eqglish almost 
interchangeably with chaconne and pas sacaglia, in general may 
be said to differ from the latter terms in that it more con-
sistently retains the theme in the bass, regardless of the 
nature of the superstructure. This distinction, however, can-
not be rigidly adhered to in the face of the diversity of 
styles and structures to which the term is applied. 
In the sixteenth and seventeenth century certain ground 
basses became famous and were employed widely by musicians. 
They usually bore the composer's name, such as "Hugh Aston's 
Grownde," "Morley's Ground," or the names of dance tunes or 
popular songs such as 11passam.ezzo," "ruggiero," or "folia." 
Willi Apel, "Ground", Harvard Dictionary of Music, p. 311. 
These apparently were used as basses for improvisation as 
well as for more formally composed variations. 
In surveying Purcell's works we find that a total of 
eighty-seven of his compositions make use of the ground bass. 
Of these only eleven call attention to the device by using the 
term "ground." There are seven pieces called chaconne, and 
only one piece is labelled passacaglia. These eight compo-
sitions show no appreciable difference in style from those 
which Purcell called grounds. In addition to these specifi-
c~lly labelled compositions there are eleven pieces which may 
be considered variation forms on a ground bass. 
A list of media in which the ground bass is to be found 
shows that sixty-five are vocal compositions and twenty-two 
instrumental. 
The ground is employed by Purcell to a greater extent in 
secular music than in sacred. The "Alleluias" and the pre-
lude to the verse anthem "Rejoice in the Lord alway" are ex-
amples of this latter usage. Following is the prelude to 
this anthem. 
.. .... -~--· _,. __ 
2 Rejoice in the Lord Alway ' 
Text from 
Philippians : IV, 4-7 
Moderato 
THE BELL ANTHEM 
For Four-part Chorus of Mixed Voices with Alto, Tenor, 
and Bass Solos, and Piano or Organ Accompaniment 
Ped. 
Music by 
HENRY PURCELL 
In the non-v~riation ground forms the vocal material 
does not conform in structural pattern to that of the os-
tinato bass. This is particularly noticeable in the phrase-
ology, for the vocal phrases are usually longer than those of 
the ground bass, and in most places they do not conclude at 
the end of the principle sections of the composition. Further-
more, there is usually little similarity between the melodic 
style of the bass and that of the vocal melody, the former 
being of a solid, slower moving nature, the latter in a more 
florid style. 
A composition representative of this non-variation form, 
illustrating the various points mentioned above is the bass 
solo from "1.Vondrous Machine" in the St. Cecilia's Ode of 1692. 
an excerpt of which is to be found on the following page. 
It should not be assumed, because of the extensive use 
of the ground bass, that Purcell's music was necessarily 
stereotyped or limited in style. Because he is an eminent 
master his ingenuity in handling even so confining a form 
provides for amazing ttlversi ty l-Thich is to be found among 
his grounds as well as elsewhere in his music. 
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CfT..APTER II 
HARMONY 
Few composers offer such continual harmonic suprises as 
Purcell. One reason for the freshness of his harmony is that 
the reign of the tonic and dominant had not yet begun. The 
harmonic fouudations of the modal period still held sway, al-
though the basis was rapidly changing. One finds frequent 
traces of the influences of the harmonies of the polyphonic 
period, the legacies of his TUdor ancestors, whose tradition 
he had imbibed deeply in much of his music. 
This is especially evident in his Sonatas in III and IV 
Parts. One finds that only in four cases is the second chord 
the dominant; in other eases the dominant is not reached until 
the fourth, fifth, sixth, and seventh chords. In one case it 
does not arrive until the eleventh chord, and then with a mo-
dulation to the dominant key. If these are compared with the 
openings of a number of sonatas by Haydn and Mozart, it can 
be seen at once how fundamentally different the two systems 
are. 
Even in one of his more mature choral works, "My heart is 
inditing," written for the coronation of .Tames II in 1685, the 
harmony is archaic and remarkably free from the strong pull 
of dominant relationships. 
The norian mode, r~~Ti th i t _s use_ of the major sixth of the 
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IV. 
MY HEART IS INDITING. 
One of the Anthems sung at the Coronation of King James the 2l!!i 
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minor seale for harmonic purposes is frequently used. 
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Example: From the S:ymphony to "It is a Good Thing," measure 3. 
He alSO had a liking for the conflict of the major and minor 
thirds of a common chord. 
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Ex@:Dlple: From nMy heart is inditing, 1·1 concluding "Allelujah." 
As Purcell's String Fantasias were based on older models 
already vanishing fast, we may expect to find these character-
istic "ancient 11 touches in them, and we do, but tbey .:.ar.e : also 
frequent in later compositions. 
The English polyphonists did not greatly concern them-
selves wi t h the problem of ll ;f!al se- r elations." Tudor church 
6o 
musi c and madrigals a r0 rich in ex:e..mples of 1 t; . To Purcell 
th ~ use of ".false 11 or• cross.-relations was normal. One could 
pi ck out hundreds of instances,. In some of his more ch romati c 
movements they are espe cially common~ producing a cu rious blend 
of archaism and moderni ty. 
-
; ' , 
Example: From "Blessed is he that considereth the poor." 
In analyzing the harmonic impl i cations of Purcell • s :orks 
one must realize that he stands in the mids t of the transition 
f rom modal t o tonal harmony,. Simultaneous cross-relat ions and 
other dissonances are deployed as J. ends in then elves :for the 
sake of increased sonority , not merely , as with Byrd, a s t he 
result of i ndependent part wr iting,. An excerpt :from one o:f 
Purcell •s earliest anthems, urn the midst of' life," makes. 
the harmoni c conception of his dis.sonances clear. 
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Example: "In the midst of life." 
The use of the augmented triad for expressive purposes is 
characteristically English. It abounds in earlier music, and 
Locke, for instance, is very prone to it. The anthem, "In the 
midst of life" also contains this characteristic chord in a 
chromatic passage on the words "the bitter pains," depicted 
by a succession of augmented triads in the first inversion. 
They belong to the experimental harmonies of the early Baroque 
which, in Purcell's time, were becoming a thing of the past. 
Purcell • s vocal styl e Has base .:d on infiectional princip-
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les, derived from his Elizabethean predecessors. In his re-
luctance to accept the modern major and minor scales he was 
less up-to-date as a composer than Humfrey or even Lawes. He 
used both scales, but often tended to revert in moments of 
poignant expression to the simultaneous employment of major 
~nd minor tonalities which characterised the work of Byrd and 
his contemporaries. 
PUrcell's fondness for the minor mode will be obvious to 
anyone who glances through the collection of his songs called 
"Orpheus Britannicus." Indeed, Stafford Smith stated that 
"Mr PUrcell had been heard to declare more than once, that 
the variety which the minor key is capable of affording by 
the change of sounds in the ascending and descending scales, 
1 induced him so frequently to give it the preference." 
But the pecularities of his style cannot be altogether 
explained by a simp~e preference for the melodic minor scale. 
If we take the well known recitative from "Dido and Aeneas" 
we shall see that the matter is better explained as a combined 
use of the major and minor thi rd. The nominal key o f the re-
citative at the outset is C minor, written with only two flats 
in the key signature. It modulates on the work "Shades" 
A.K. Holland, Henry Purcell; The English Musical Tradition, 
(London; G. Bell , 1932), p . 124 
to F minor, and the really important feature of the phrase is 
the alternation of the A natural and the A flat as the third 
of' the scale. 
i b • I ~ \ ! I ( i:ll 
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That Purcell was a1--rare of the oncoming tonality, how-
ever, can be shown by his most arresting revisions of earlier 
works. "Hear me, 0 Lord" serves as a fine example in this 
respect. 
vfuereas the first version moves through modally concei-
ved harmonies to a colorful deceptive cadence, the second ver-
sion replaces these harmonies with modern harmonic progressions 
that move logically through the circle of fifths. Revisions 
of this kind indicate how Purcell gradually abandoned experi-
mental progressions in favor of tonally directed harmony, how-
ever disguised by dissonance and independent voice leading. 
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HEAR ME, 0 LORD 
<I> Earliest version of the opening- Verse. 
. ) 
'___Q_,__ ~'to rs~ 
"r -- -+- - -· '-.- ··-- :;ou --
S?prano. 
Alto. 
Tenor. · 
Bass . 
Basso 
Continuo. 
Organ. 
In 
eJ Hear me,O 
•-e--
Hear me,O 
Hear me,O 
: 
f\ Hear me, O 
n 
~ eJ Wers~ "'---'L:.[ r_ 
~ - ll--------1"1 l 
-
--'--Y-
-- --
Lord, and that soon, hear me, 0 
. 
---' --- -.~ 
-
--
Lord , for my spi-rit wa X-dh f~int , and that 
-
---
.. 
-n -
-..-- - --f"- -- i"!- -
. c--'--~ - -+-------'- ~ 
Lord , hear f-- me, 0 Lord, and that soon, 
Lord, and that soon, for my spi-rit wax-eth fa int, for my 
... • ., • 0 
1- ,...., I 
I ... r r p I r ~ 
J ) .J---~~J~J · m _j J ~ 
r: p I T I 
Lord, for my spi-rit wax-eth faint, hear __ me, 0 Lord, hear__ me, 0 Lord,___ 
-------
. 
-
soon, hear__ me, 0 Lord,and that soon, for my spi-rit wax-eth faint, hear 
- - -' - - -Y- -+-
Cor my spi-rit wax - eth faint, my ~pi-ritwax~th faint, hear me, 0 
~:~~~--~-~:*-- ~~§- ·~~~~~~~~~~-~~~~ 
I' spi-rit wax-eth faint, and that soon, for my spi-ritwax-dh faint, hPa r me, 0 
~~- 1 r · 
65 
~- ~ 
~ 
- for my spi- rit wax- eth fa int, and that soon: hide not Thy 
-
m~ , 0 Lord, for my spi -rit wax-eth faint : hid~-
L R 
-
-
.. 
- "'----
L ord, hea r . me, 0 Lord , for my spi-rit wax- eth faint , hear m•·, 0 
: -- :~ 
[\ L ord, and that soon , h~a r r 0 Lord : ml', 
: 71" 
-·--t -
1l ~J ~ I I ~ 
1~ ~!;.!......[ I r ~ ......... ~ u J--------n d; J n .J J ni ~ . ~ J J---------j"J d----
: 
I 
In 
~ y 
in- to 
.. 
face from me, lest I b~ like un - to them that go down the 
" -
-
not Thy face from ~e, lest I be lik~ un - to them, un - tothem that go 
I• L 
Lord and that soon: hid~ not Thy face from me, lest I le 
. .. L 
: 
'\ hide not Thy face from me, lest I be like un - tothem, un - . to 
L 
n I l'""""l! _l 
-
iel r p ~u 1 t:..:....::i ~r ~ :- · - ~ l 
.• ~~ O!t!"""J .n j .J h~ L_J ~o.l'm..r: ... 
- I r 
Jj_6 
: 
. .I tl 
i eJ ~ hide not Thy face from me, 
_plt; lest I be 
' 
---
-· .'--"" 
.... 
down, that go rn In - to the pit, hide not Thy 
I. L 
• • 
like un - to them that go down in - t;;--- the ~ ptt, hide not Thy 
~ -- . : __./ ~ them that go down In - to the plt, hide not Thy 
7 • r; 
-
. !>4-
n 
el r t...:1t. 1 r L.......i 
"' _C'O I ~ ; ro 
' 
L ..----:11 . i _l 
I p J (....I I I t>r -
In 
'e1 ··-r r/o down, un-to them that '- '--' the Pit. like un-t6 them that go down in - to_ 
• 
...--, 
- !'· .. 
godown in face from me, lest I be like un-to them that - to the pit . 
l.. I--
·- --· 
· + 
rJ:k:;-:; ,. t:; the ~it . face from me, lest I be them - that gu down in - to 
.. 
: 
i' 
-r -~~'---+-- ~ . r ~ ~ 
face from me, lt,s t I b" lik" un-to them that go down, g-o down in - to the pit. 
: ~~ j Ztr #J J. qE]=@ &J J. ffl3F? Jd 
n I 1'--:1 , 
-
·--r----· 
l'~ -1--.-:· -·~-· r I r .r I Ul _.. .r ~r r r fit r 1 JJ l j o_J I J-1 I .J h.J ; 'A J. .h J 
: 
- r , · ' · I - t- v I -~-, I ~ I r 
90 
Soprano. 
Alto. 
Tenor. 
Bass. 
Basso 
Cont inuo. 
Org-an . 
! 
! 
lin 
~-
: 
\ 
: 
(} 
I~ 
: 
111- • 
Verse 
Hcar me, o_ 
-~0 
Hea r mc, o_ 
Hear mtJ, 0 
Hea r mc, 0 
1-I.....J u 
<Verse) 
i J~ J 
VII 
HEAR ME, 0 LORD 
<U> Later version. 
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In the aria ritornello to "While these pass" from"!he 
Tempest" Purcell adopted the language of fully established 
tonality and practically abandoned the harmonic archaisms 
and tonal ambiguities of the English idiom, not compatable 
with the late Baroque conception of harmony. 
t 
;··1f 
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In Playford's Introduction to the Skill of Musik, Purcell 
laid down the general principles of tonality accepted in his 
time: "There are but two keys in musick vis a Flat and a Sharp; 
not in relation to the Place where the first or last Note in 
the piece of Musick stands, but the Third above the Note."1 
As for the rest of the scale, it might be inflected in a variety 
of ways, often, but not by any means invariably, in accordance 
with the t~vo forms of the melodic minor scale. It is obvious 
that once the inflectional principle is adopted, it lends it-
self to endless variations,in the interest of expression. The 
following passage from "The Fatal Hour" will illustrate the 
method. 
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John Playford, Introduction to the Skill of Musik (London: 
Sprint, 1718), Pr 123 
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Here are many of the characteristics of Purcell's vocal mu-
sic; the down"mrd portarnento on the word "certain," the un-
settled tonality, the l.vord-painting of the whole-tone pas sage 
which descends on the word ''misery," and the repitition to 
secure emphasis. 
Purcell is said to have derived his preference for the 
minor mode from Humfrey. If so, Humfrey must have been in-
fluenced)in this respect, more by Italian than French models, 
for his alleged master, Lully, shows no such preference. 
Playford speaks of' the "melancholy or flat key" and the "sharp 
or chearful key,nl but this crude division of the emotional 
properties of the two keys is not applicable to Purcell, many 
of whose liveliest tunes are written in the minor. The real 
explanation, i f any is needed, is that the harmonic resources 
of the minor mode lent themselves to a greater variety of 
treatment. 
From the eighteenth century onward the use of the root 
position of the diminished triad is rare. In Purcell, how-
ever, this triad is often found in root position. He is fond 
of chains of dissonances, keeping the listener wondering when 
a point of repose will be reached. Innumerable auxiliary 
John Playford, Introduction to the Skill oP Musik, p. 24 
tones, frequently chromat ic, produce tense, poignant effects. 
Occasionally he uses anticipatory notes with striking results. 
It is evident that the practice of the next two centuries, 
when parallel motion was l~oked upon as a dangerous licence, 
was not yet a matter of harmonic belief. Purcell is not ad-
verse to the hard effect produced by movement in fourths. 
Jenkins, Young, Locke, and other writers of the period rejoi-
ced in the liberty of consecutive seconds and sevenths in the 
penultimate chord of a cadence. While Purcell is not prone 
to parallel seconds he indulges in sevenths freely. The pre-
cadential pair of sevenths became quite common later. Con-
secutive ninths also abound. Concerning the consecutive se-
venths, Purcell himself had this to say; 
"Two major sevenths together is not good, but two minor 
sevenths together is allowable: Also, if you take two sevenths, 
so the one be minor and the other major, it is allowable, but 
be sure the minor is set before the major."l The frequent 
progression of a seventh to an octave by similar motion also 
strikes the modern listener with suprise. But is frequent 
enough to be recognized as a common procedure. 
From Bach onwards we generally find that passages of 
~ohn Playford, Introduction to the Skill of Musik, p. 114 
contrapuntal complexity are based upon slow moving harmonic 
progressions, that a few broad chordal out lines are most sa-
tisfactory when lines of melodic interest are to be woven. 
But in many contrapuntal passages Purcell changes his har-
mony quickly and frequently. There are often five, six, 
seven and eight chords in a measure o f his 2-2 allegro can-
zonas. 
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Example: Canzona from Sonata No. 3. 
Purcell's modulations, too, have a freedom and show unex-
pected turns which are very different from the methods of the 
later Baroque period. They are astonishingly far reaching 
for the seventeenth century. In the seventh sonata, for ex-
ample, we find the following progression of keys, beginning 
with measure 27; A minor, E minor, E major, A minor, B flat, 
D minor, F minor, F major, C minor, F,C; the first four-part 
Fantasi& ~moves from G minor, through B, B minor, F sharp, A, 
E, c, E minor, B minor, D, and ba ck t o G mi nor; while in the 
third four-part Fantasia we find the following; F, C, D minor, 
A minor, E minor, B minor, D minor, G, C, E flat, B flat minor, 
E flat, C minor, F minor, F. 
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In Purcell's keyboard suites, however, this same unlimited 
freedom is not to be found. He usually keeps to one key, and 
the keys used are also quite restricted. This was due partly 
to the limited capacities of the instruments (harpsichord and 
organ) themselves. The tempered scale, as we know it, had 
not yet come into being, thereby making it virtually impos-
sible tb employ certain keys. By virtue of this restriction, 
modulations were also limited and were almost invariably to 
near rela ted keys. 
In Purcell's odes and welcome songs the unity of key is 
strictly observed in the first and last movements, while the 
moddle sections are set in closely related keys. "Loves God-
dess" (1692) contains a fugal chorus on a sturdy sequential 
theme in simple harmony, characteristic o f the grand oratorio 
style of the late baroque. However, not all choruses of the 
odes and Helcome songs are on this level; they are usually 
less polyphonic and move in chordal blo~ks. The drastic jux-
taposition of major and minor modes was a favorite device of 
Purcell in these compositions, also found in dramatic places 
in his anthems. 
Purcell's h a rmony is al l-rays adventurous without appearing 
strained, and some of his most "daring" harmonic combinations 
are not derived from harmonic experiments but from a perrectly 
logical procedure in the movement of parts, in accordance with 
the melodic principles of the period. The chord with a sharp 
third and flat fifth which Purcell used quite often is by no 
means new. It is rrequently round in the works of the mad-
rigalists. Madrigal singing had very largely decayed during 
the second quarter of the seventeenth century but the church 
music had in part survived and Purcell's experience as copy-
ist at westminster must have made him thoroughly familiar with 
the older techniques. At any rate we c~nnot account for the 
many striking similarities between his methods and those of 
the polyphonic writers except on the ground that he was fa-
miliar with their works. 
CHAPTER I I I 
l~ODY AND VOCAL STYLE 
8_2 
The trend of vocal music during the seventeenth century 
was towards an increasingly ornate style. In England it 
seems probable that the instrumental style was in advance of 
the vocal in development during the first half of the century, 
and the supression of the churCh choirs and the ban on public 
theaters by the Puritans further diverted music into instru-
mental channels. It vias not until the Restoration and the 
reorganization of the Chapel Royal under Captain Henry 
Cooke that a new impulse was given to the cultivation or sing-
ing. 
v The essential feature of Purcell's voc§l music, in his 
religious and dramatic works alike, was a tendency to illus-
trate the immediate verbal image. Thomas Morley had already 
laid down the rule that music must f ollow the se~e of the 
v.rords. 11If the subject be light, you must cause your musick 
to go in motions, which carry with them a celeritie or quick-
ness of time ••• ; if it be lamentable, the notes must go in 
slow and heavy motions •••• Moreover you must have a care that 
when your matter signifieth ascending, high heaven and such, 
you make your musick ascend: and by the contrarie where your 
dittie speaks of descending, lovmess, depth, hell and others 
such, you must make your musick descend •••• We must also have 
a care so to applie the notes to the wordes as in singing 
that there be no barbarisme committed : that is, that we 
cause no syllable which is by nature short, to be expressed 
by many notes, or one long note, nor no long syllable to be 
expressed with a short note."1 
These principles were exactly those on which Purcell 
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must have worked. The smallest suggestion of verbal imagery 
would set him to translating his material into terms of musical 
illustration. His music became increasingly decorative as t~e 
went on, but its decoration became less fragmentary and more 
"organic" in a specifically musical sense. However, this 
early habit of pictorial setting never completely left him. 
For example, the almost inevitable dotted notes were used to 
express the emotions of joy, praise, or triumph; the do~mward 
slur of a fourth or fifth was used for expressions of tender-
ness, and the ascending or descending scale passages for the 
suggestion of physical motion. These processes l•Tere not 
peculiar to Purcell; they were part and parcel of the tra-
ditional vocabulary of Baroque music. They stand out in 
Purcell's music because of their frequency and characteristic 
emphasis. 
1 Thomas Morley, A Plaine and Easie Introduction to Practicall 
Musicke, p. 189. 
8L~ 
confronted with the words "Like them that go down into 
the pit," Purcell writes a bass solo with descending scale 
passages o f over an octave, reaching double D at the rept~i­
tion of the phrase. In the anthem "Why do the Heathen," the 
kings of the earth "stand up" to a musical imagery of rising 
fourths and fifths, and the rulers "take counsel together" 
in close thirds which have a suggestion of secrecy. . 
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These devices may seem a bit puerile. But they were part 
of the musical system under which Purcell grew up. He refi-
ned them but never entirely forsook them. Throughout his 
career he was capable of writing realistic passages, such as 
the following, taken respectively from the BJ1them "Why do the 
Heathen" and the "Indian QUeen," one of his very last works. 
Much of what looks like excessive ornamentation in 
Purcell's music for voice, however, is nothing more than 
an attempt to render in notation what the voice actually 
did in practice. "Purcell largely adopted the habit of' 
writing out his vocal graces in full. 111 On paper his 
music may seem over-laden with ornamentation; in practice 
it is found to be based on a sure instinct for vocal ef'-
f'ect. The double appWggiature, or upward slur of a 
third, which occurs so often is frequently a kind of porta-
mente effect which follows t he natural tendency t o obtain 
emphasis by approaching the note from below. 
, . 
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A.K. Holland, Henry Purcell; The ~lish Musical Tradition, 
p. 121 
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Purcell's melodic fecundity~ l'lhich stands directly op-
posed to Lully•s rhythmic approach to melody, brightens even 
his weaker works. They almost always have a personal distinc-
tion. The almost mannered partial i ty to augmented and dimi-
nished intervals, and to softly syncopated rhythms repre sent 
an external characteristic of his melodies. More signifi-
cant are certain angular qualities to which the Purcellian 
gra ce owes much of its peculiar charm. Even in tunes that 
approach the sphere of folksong, unvocal p rogressions can be 
found which sharply c ontrast with the smoothness of the Ita-
lian "bel canto" style. In their angularity they recall in-
strumental lines, as, for example, the dialogue of Corydon and 
Mopsa from the "Fairy QUeen." 
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One of the mpst remarkable things about Purcell's melo-
./ ..--....., 
/ ) 
dies is their 1~~ •,·· "They spread in spacious curves, de-
pending for their symmetry less on repetition than on an in-
1 genious equilibrium of contrasted elements. 11 Range and rhy-
thm are adjusted to the temper of the words and non-harmonic 
tones are skillfully used to smooth out what otherwise might 
be an ineffective melodic line. 
There is only one known instance in whiCh Purcell bor-
rowed music from another composer. It is the melodic material 
of the dance that immediately follows the song "Arise, ye sub-
terranean winds" in "The Tempest," and is taken from Lullyts 
"Cadmus et Hermione," where it accompanies the entry of Envy 
in the prologue. "Cadmus et Hermione" had been performed in 
London in 1685 and it is likely that Purcell knew the music. 
It is curious that, whereas the air of the dance in "The 
Tempest," whi ch is for violins and continuo only, is identical 
with that in "Cadmus et Hermione," the bass has been radically 
altered. Evidently Purcell, even kno'liring the piece was Lully' s, 
did not accept his harmony as v.rell as the melodic material. 
J.A. Westrup, Purcell, (London; J.M. Dent and Sons, 1937}, 
p. 254. 
CHAPTER IV 
COUNTERPOINT 
In his "Introduction .to the Art of Dis cant," which is the 
third book of Playford's Introduction to the Skill of Musick~ , 
Purcell lays down the principles of contrapuntal writing as it 
was understood in his age. Some of these principles are at 
variance with what we normally accept as "rules" for contra-
puntal v.rri ting. 
For example, he makes this statement: "If they (two 
parts7 ascend or descend Gradually, they do move by Thirds: 
You may have as many Thirds as you please; as," 1 
ct r rrr I rrTr II o 
In sud&eeding centuries a composer w~s limited in his use of 
successive parallel thi rd, theoretically, to two or three. 
Purcell does, however, establish a limitation on the use of 
succes sLve parallel sixths. But in offering a solution for 
avoiding parallel sixths, he allows what are virtually pa-
rallel fifths. He states, "Take no :tn.Q~e than t wo or three 
Sixths: Or they may move by a Fifth or a sixth; as,"2 
John P~yford, Introduction to the Skill of Musick, .p 107 
Ibid 
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The rest of his nrules" for composing in parts are iden-
t ical with those o f succeeding centuries. 
As was stated earlier, Purcell showed complete mastery 
of eontrapu~tal technique at the age of twenty-one, when he 
wrote his Fantasias for from three to seven parts. In these 
a simple thematic fragment was developed by all the devices 
known to the contrapuntalists, and when the possibilit~es 
of a first motive had been exhaustad, a second would enter. 
These imitative sections of the fantasias were among the 
forerunners of the eighteenth century fUgue. 
The five part ttFantasy upon one Note" is in the old 
cantus-firmus style in which a phrase of long notes (here 
reduced to a si.ngle repeated note, middle C) is held by one 
instrument while the remaining four weave around it by means 
of manifold contrapuntal devices. 
Purcell employed the most complicated devices with ap-
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parent ease. The following example from the first Fantasia 
i n four parts is typical. 
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The subject is heard in augmentation in the viola p art, after 
the fashion of a cantus-firmus, while the other instruments 
exploit some of the other possibilities of the subject, first 
in direct imitation, then by inversion. 
In his sonatas, Purcell at first may seem to make a com-
plete break l-li th the old tradition, but a closer inspection 
will show many minor points of resemblance with the fantasias. 
The technique is rather different in the use of a less rigid 
-· 
system of imitation, but details here and there unmistakably 
recall the older tradition. The opening of the First Sonata 
in III Parts is a clear use of the earlier style. 
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In general the quick movements of the sonatas are rather 
severe in style. In the opening of the Sixth Sonata in IV 
Parts there is a canon in double augmentation at the fifth 
and octave above. Following is an example from the Tenth 
Sonata in IV Parts which is less complex in its imitation, 
but no less effective. 
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Purcell's first anthems, composed when he went to West-
minster Abbey (1679), were mostly fUll anthems written in the 
motet style with its characteristic close imitations. "Lord, 
how long wilt Thou be angry" is representative of this style. 
'~ , 
. ' 9~-
LORD, HOW LONG WILT THOU BE ANGRY 3 
Original pitch 
a whole tone lower. 
Anthem for five mixed voices. 
(After Psalm 79 : 5, 8, 9 and 13) 
Range: Intense d 64 
/ 1\ . ' = 
HENRY PURCELL 
(ca. 1658-1695 ) 
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In the verse anthems the chorus sections were either in 
a heavy homophonic declamatory style, or in the old polypho-
nic style. Following the practice of the Restoration period, 
Purcell also frequently concluded these anthems Tj-li th "Halle-
lujahs," often in thick contrapuntal setting. 
One of the favorite devices of the Baroque period, the 
ground bass, was thoroughly exploited by Purcell. In "Intro-
duction to the Art of Discant" Purcell asserted that compo-
sing upon a ground "was a very simple thing to do."1 His 
ground basses show a i'lide variety of types. 
r v'c:oJte"'!>\~ '. o~~cJ<--~'~ 
li:"b \i i \ d' i r d \ i -' I i ~ ,·1 ;;!il"" .t.l J ·I~ .J. h i rl \\ 11 \ J = II 
John Playford, I nt ro duction to the Skill of Musick, p. 131 
9.6 
~· 
The most frequently used basses include the chromatic type 
(#1-3), the triadic type (#5 and 7), the running or patter-
ned type (#9), and the widely spaced type (#7 and 8). One 
. ' 
feature that all the basses have in common may be easity over-
looked; they all elaborate the melodic pattern of the descen-
ding fourth, though it is often disguised by broken "divisions,"l 
the breaking up of a melody into quick figures or passages. 
The quasi ostinato basses form a group by themselves; 
since the rhythmic pattern, not the melody, is the fixed ele-
ment here, they allow more h a rmonic freedom than the strict 
ground. Purcell's grounds also appear frequently in trans-
position to related keys or the opposite mode, so that con-
trasting tonalities are continually brought into play. 
The occasional disregard, in the upper voices, for the 
recurring pattern of the ground produces overlappings of 
phrases, so smoothly effected that the listener is scarcely 
aware of the device used. 
Willi Apel, "Division," Harvard Dictionary of Music, p. 214 
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Henry Purcell lived at a time when he could bring to a 
more complete fulfillment the divergent tendencies of the 
English middle baroque. He was raised in an atmosphere of 
court life and throughout his career was intimately connected 
v.ri th it. "He accepted the conventions and mannerisms of 
Restoration society without questioning."l The superficial 
and secular traits in his music which are so frequently 
criticised merely serve to point out the function of music 
in Restoration society. The main objective of court music 
in England was to provide entertainment and sonorous orna-
mentat ion. Purcell's concern with these objectives can be 
seen equally in his choral writing, his orchestration, his 
treatment of dissonance, and his melodic style. Although 
he was strongly influenced by Italian ~nd French music he 
remained a true English composer throughout his career. 
Many streams of musical tradition flow together in Pur-
cell and cannot be separated easily. As a member of the 
Chapel Royal choir he sang the traditional anthems of Tallis 
and Byrd. However, the majority of anthems sung in the 
Chapel Royal during Purcell's time were probably by Child, 
Blow, and Humfrey, which he naturally accepted as models. 
Manfred Bukofzer, ¥Msic in the Baroque Era, p. 203. 
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The influence of his teachers, Cooke, Humfrey, and Blm . .y tended 
to . draVJ him tot-tard the Italian style. But the style of Lully 
and the "Vingt-quatre violins du Rain at the French court 
must have impressed him greatly, since the French "levity" 
appeared rather early in his anthems, and at the age of eigh-
teen he vras appointed composer in ordinary for the violins. 
Purcell held several important positions throughout his 
lifetime, which shows he was fUlly recognized as a performer 
and composer by his contemporaries. He was organist at !,~Jest­
minster Abbey (1679), organist at the Chapel Royal (1682), 
and composer for the court under Charles II, James II, and 
William and Mary. 
The works of Purcell can be divided into four groups; 
anthems and other sacred music, odes and velcome songs, com-
positions for the stage, and instrumental music. Of these 
only the odes and 1.velcome songs run almost continuously from 
the beginning to the end of his creative career, often com-
posed by royal command. ~~e anthems were written mostly 
during the early part of the career, from the late 1670's 
to about 168.5, -v1hereas the bulk of his stage work falls into 
the last six years of his life. A general survey of his 
church and sta ge music, written in the early and late stages 
of his career respectively, reveals not only such differences 
in style as one might expect to find between music for the 
church and music for the theater, but also two different 
stages of development, one harking back to the past, the other 
looking to the future. For a continuous evidence of progress 
we must turn to the royal odes, which cover a period of four-
teen years, from 1680 to 1694. Though these do not exhibit 
every side of PUrcell's talents, they show the strengthening 
of the feeling for tonality, with the consequent simplification 
of the harmonic texture, and the growth of a stronger, more 
pure melodic line. 
J.OO 
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